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BLACK 
[(BEDLAM] 


WHAT ARE THE ROOTS THAT CLUTCH, 

WHAT BRANCHES GROW 
Out OF THIS STONY RUBBISH? SON OF 
MAN, 
YOU CANNOT SAY, OR GUESS, FOR YOU 
KNOW ONLY 
A HEAP OF BROKEN IMAGES, WHERE THE 
SUN BEATS, 
AND THE DEAD TREE GIVES NO SHELTER, 

THE GRICKET NO 
RELIEF, 
AND THE wv ?Y STONE NO SOUND OF WATEP., 
ONLY 
THERE IS A SHADOW UNDER THIS READ 
ROCK, 
(COME IN UNDER THE SHADOW FfiF THIS RED 
ROCK), 
AND ! WILL SHOW YOU SOMETHING 
DIFFERENT 
F2IM EITHER 

YOUR SHADOW AT MORNING €£TRIDING 
BESIDE YOU 
OR YOUR SHADOW AT EVENING RISING TO 
MEET YOU; 
l WILL SHOW YOU FEAR IN A HANDFUL OF 
DUST. 


T.S.EuotT, THE WASTE LAND 


Eviot's INVITATION TO BEHOLD THE 
DARKSIDE IS EMBLEMATIC OF A MODERNITY 
THAT IS ALWAYS ALREADY PUTREFYING. THE 
DARKSIDE IS NOT MODERNITYS SHADOW, 
NOT ITS OTHER, THE DARKSIDE CANNOT BE 
RECLAIMED AT SUNSET. THE 'SON OF MAN’ 
CANNOT REFERENCE THAT FOR WHICH HE IS 
NOT PIVOTAL, THAT WHICH ELUDES HIS 
REGULATIVE FRAMEWORK. BEYOND THERE (IS 
ONLY FEAR, MODERNITY'S FEAR - FEAR, 


{CORKS CITED 
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LOATHING, CONTEMPT - WELCOME TO THE 
TERRORDOME. 


IN THE WASTE LAND ‘THE DEAD TREE GIVES 
NO SHELTER, NO RELIEF, NO SOUND 

OF WATER. ARBORESENGCE !IS DEATH. THE 
TREE IS EVER MORE BURDENED - THE WHITE 
MAN'S BURDEN - THE CENTRE MUST BE 
REINFORCED - PATHOLOGIGAL STATE 
CONSUMPTION IS THE ONLY RESPONSE. AND 
AS IF OBEYING SOME LOGARITHMIC 
FORMULA, THE DISTINCTION BETWEEN THE 
CENTRE AND ITS BURDEN BECOMES 
IMPERCEPTIBLE. AND THE SHADOW - ALBEIT 
ASTRIDE - |S RECOVERED AT OUSK WITH 
ELEMENTAL REGULARITY. BUT PARANOIA 
AND NEUROSIS ARE BY NOW ENDEMIC - 
SOMETHING ELUDES TOTALISATION - IT CAN 
MONLY BE KNOWN BY FEAR - BY NOW, THAT 
FEAR IS ALMOST UNCONTROLLABLE. 
WELCOME TO THE TERRORDOME. 

IDENTITY 1S PHOTOGRAPHIC IMAGE - 
POSITIVE AND NEGATIVE FILM - 
TRANSPARENCIES OVERLAID DISSOLVE 
INTO BLACKNESS - BLAGKNESS !IS 
SELF-IMMOLATION. 

HE ROOTS OF BLACKNESS ARE 
STRANGLILATING. PREDATORY WAR 
MACHINES ACCELERATING THROUGH THE 
JUNGLE - UPROOTING ARBOREAL 
SEDIMENTATION - MONGRELISING 
AUTHENTICITY. FERAL IMPROVISATION 
DISPLACES ARBOREAL CODE WITH A 
REVOLUTIONARY - ALMOST CATACLYSMIG - 
VELOCITY. SPEED KILLS! - THE WAR MACHINE 
INVENTS ABSOLUTE SPEED (DELEUZE AND 
GUATTARI: 386). 


ACCELERATE THROUGH THE DE- 
INDUSTRIALISED CYBERIA OF DETROIT, 
MICHINE)G(U)N. ALL THAT REMAINS &F THE 
MOTOR CITY ARE DECAYING MONUMENTS TO 
HE RUSTBELT. 

SEDIMENTATION !S SUICIDE. BuT 
SEDIMENTARY DEATH IS SLOW AND 
LINGERING ~- THE CENTRE SCREAMS 


‘AUDeRLARD, J (1989) ‘THE ANGREXIC RUINS’ (TRANS. D.ANTAL] ON D.KAMPER AND C.WULF te0S.), LOGKING BACK AT THE END OF THE 


yOReLO. NEw YORK: SEMIOTEXTI(E) 


‘E.euze. G ano GuATTAR! (1987) A THOUSAND PLATEAUS: CAPITALISM AND SCHIZOPHRENIA (TRANS. B.MASSUMI], MINNEAPOLIS: 


i~eWERSrTY OF MINNESOTA PRESS 
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VER LOUDER, EVER MORE ANGUISHED - WHAT MORE DO YOU WANT?" 
ESPERATE TO REPLENISH - TO (BAUDRILLARD). SLAVERY, IMPERIALISM 
ETERRITORIALIZE - THROUGH VIOLENGE AND ND BRUTALISING RACISM IS ALWAYS IN 
OERCION. BUT BLACKNESS ALWAYS ELUDES EFFECT. THIS IS THE FUTURE... 

HIS MOMENT - ITS IS ALWAYS ALREADY 


EYOND SEDIMENTATION. BLACKNESS IS THE FUTURE IS BLACK. 
NOT A STATE OF BEING, ONLY OF DOING. seit 


BLACKNESS REFUSES ONTOLOGY - REFUSES 
THE PHOTOGRAPHIC MOMENT OF 
SUBJUGATION. THAT MOMENT IS ALWAYS 
PAST. THE CENTRE TERRITORIALIZES THE 
PAST IN THE PRESENT. BUT ALWAYS THE 
PRESENT IS PAST. THE FUTURE IS ALL ! 
THERE EVER IS. THERE IS ONLY EVER T+1 - ! 
AND ONLY BLACKNESS EXISTS HERE. NO ; 
IBEGINNING, NO END, NO DIRECTIONAL 
IMPULSE - ONLY EVER MOVEMENT IN TIME. i 
WHAT WILL MAKE THAT CURRENT FLOW INTO 
WORDS?" ASKS IRIGARAY, “IT IS MULTIPLE ———————— SES 
jPEVOID OF GAUSES, MEANINGS, SIMPLE 
QUALITIES. YET IS CANNOT BE 
DECOMPOSED...THERE RIVERS FLOWINTO NO. ”™—™~™~C—O 
DEFINITIVE SEA. THESE STREAMS ARE 
WITHOUT FIXED BANKS, THIS BODY WITHOUT 
FIXED BOUNDARIES. THIS UNCEASING 
MOBILITY. THIS LIFE - WHICH WILL PERHAPS 
BE CALLED OUR RESTLESSNESS, WHIMS, 
PRETENCE, OR LIES.’ (IRIGARAY: 215) 


HE SEDIMENTED IDENTARIANISM OF THE 
SELF-OTHER IS ALWAYS ALREADY PAST - 
DECONSTRUCTION HAS NO PLACE IN THE _ at 

UTURE. IN THE FUTURE THERE IS ONLY ~——————™—~—S—™ 

OISE. MONGRELISED NOISE - RE-MIXED AND 

E-SPLICED INTO EPILEPTIC INTENSITIES 

HAT ARE NEVER KNOWN - ONLY 

NCOUNTERED. THOUGHT IS 

TRETCHED/ REVERSED/ACCELERATED 


NOISE - FU(N)JCKED-UP SCHIZO. 


RBORESCENCE DEMANDS SILENCE - ANTI- 
S MUST 


evervihing has already jecome nuclear, faraway, vaporised. the 
explosion has aleady Occhifed: what more do you want? 
SOE CLY MRO STANS EA AHEEB RY Euising racism is always in effect 


EXPLOSION HAS ALREADY OCCURRED: ic IS THE FUTURE 
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The retationship between what #se BC as 
phystcrsts today and the 

future that our work engenters ts 
Gtaiagica’ tn the sense that not onty do 
cur present acttons determene ssnat our 
future wsth) be, but “se must be ever 
mindiue of the tmpact ot our present 
actions on the future.... Through our 
mora’ responstorirty ang assareness Gt 
stgnais and trends, se, tn efect, 
“sesten" to sshat the future has to tet us. 


--Donnell Walton, Chairs National Conference 
of Black Physics Students 15955 


While the temporal traditions. of 
African societies were frequently 
cited by colonialists as evidence for 
primitive superstition: they appear 
today in quite the opposite context: 
mathematical analyses of traditional 
African designs, techniques and 
knowledge systems indicate a» wide 
array of sophisticated indigenous 
inventions. Like Paul Gilroy's 
fractal Atlantic, Donnell Walton's 


invocation of. African divination 
traditions - of listening to _ the 
future -- is not only useful in its 


call for greater 

ethical responsibility.» but also as.a 
reminder of the surprising links 
between traditional knowledge = and 
modern science- 


The modern binary code. essential to 
every digital circuit from alarm 
clocks to super-computers, was first 
introduced by Leibniz around 1670. 


Leibniz had been inspired by the 


binary-based "logic machine" of 
Raymond Lull. which was in_ turn 
inspired by the alchemists’ 


divination practice of geomancy 
(Skinner 1580)- But geomancy is 
clearly not of European origin. It 
was first introduced there by Hugo of 
Santalla in twelfth century Spain, 
and Islamic scholars had been using 


it in North Africa since at least the. 


F#th century, where it was first 
documented in written records by the 
Jewish writer Aran ben Joseph. 


Geomancy is traditionally practiced 
by drawing patterns in sand- It 
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africa in the 
ortg¢ns oi the 
prnar,y cove 


begins with four sets of random 
dashed lines- These are paired off 
(i-e- summed by addition modulo two), 
and the even/odd results recorded 


with two strokes or one_- stroke. 
Four of these binary digits 
represents one of Lb possible 


divination archetypes (ruler. travel, 
desire. etc.)- Although the first 
four are generated by this random 
process. the following le are created 
by recursively applying the same 
pairing operation on the _- binary 
digits making up the four symbols (a 
process which can be seen in many 
other areas of African knowledge 
systems, c-f- Eglash 1995). 


The nearly identical system of 
divination in West. Africa associated 
with Fa and Ifa was first noted by 
Trautmann (19399)>5 but he assumed that 


geomancy originated in Arabic 
society, where it is known as ilm al- 
raml ("the science of sand"). The 


mathematical basis of geomancy is; 
however, strikingly out of place in 
non-African systems. Like other 
linguistic codesSi number bases tend 
to have an-extremely long historical 
persistence- The ancient Greeks held 
10 to be the most sacred of all 
numbers; the Kabbalah's Ayin Sof 
emanates by 10 Sefirot5, and the 
Christian west counts on its “"Hindu- 
Arabic" decimal notation- 


In ancient Egypt. on the other hand. 
base 2 calculation was ubiquitous, 
even for multiplication and division, 
and Zaslavsky (4973) notes 
archaeological Qvidghcel inking it to 
the use of doubling in) the counting 
systems of sub-Saharan Africa. 
Kautzsch (1912) notes that both 
Diodorus Siculus and =Cblian reported 
that the ancient Egyptian priests 
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"amployed an image of truth cut in 
halves." 


Doubling is a frequent theme in 
African divination and many other 
African knowledge systems, connecting 
the sacredness of twins. spirit 
doubles, and double vision with 
material objects. like the 
blacksmith's twin bellows and the 
double iron hoe given in bridewealth.- 
In a recent interview in Wired. Brian 
Eno claimed that. the problem with 
computers is that they "don't have 
enough African in them-™ Eno was: no 
doubt, trying to be complimentary, 
saying that adaptive rhythm and 
flexibility is a valuable attribute 
of African culture. But in doing so 
he obscured the cultural origins of 
digital computing, and did an 
injustice to the very concept he was 
trying to convey- Take. for example, 
Henry Louis Gates’ (15948, pp- 30) use 
of a recursive doubling description 
when discussing the relations between 
divination and sexuality in West 
African traditions: 


She Fon ane ¥oruba escape the 
Western serston of Gtscurstye 
sextsm through the actton of 
coubeing the doubie; the number 4 
and tts mutttptes are sacred tn 
Yoruba metaphystes. Esu's twso stdes 
"“desciose a hedden sshoteness,” 
rather than ciesing of unrty, througn 
the oppositton, they s*tgntty the 
passage from one to the other as 
sections of a subsumed vshote. 


e* ee 
Meeeeser, ae’ * ey 
oe, 0th? w oat? 

eae Oos ~ *,* 


RON_EGLASH 


The binary coding of traditional 
African knowledge systems, like 
that of their antecedents’ in 
modern computing networks, is 
neither rigid nor arhythmic4 its 
beat is a heritage heard by 
those who listen to the future. 
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SUPERBEE SPIX ROTA 739 
SUPERST RUT 
SUPERSHARP SHGGTER 


fEXtENGederramMens — SHoctH SHOTS 


Telegraph///communications SUPER 
ziiiifrom///the>>other///side///>>>>>/// SHARP 
///Baudrillard>>19?b///reads///the///walls>>right SHGGTER 
reverse>>causality://////listen///to///Dd///Zinc'’s/// Super 

>> sharp///shooter////slow///motion///->> SHGG33S 
hear///the>>bullet///go///back>>into///the:::::gun SHG3S 
Start>>with///the///effects:///>>//it*s///not:::: :happened///yet 


it/s///already///happened 


¥-3-P-BUB 
P-2-fe-fe-FE BizBiz 
beginning/// Bap Bap - Pah - Pb SE 
with///an>>irritation.///The///sense// 
of >>dislocation///when///you>>suddenly 


///come///across///the///"source™>>af / 
//a///sample-/// 


It///was///becoming>>clear///that/// 
the///sounds//that>>had///begun///to// 
/haunt///him///weren’t>>from///his//// 
//past-/// 
They///weren’t>>his///memoriesi::::: 
or///anyone///else'’s.,//but>>fragments/ 
//from///a///future///that>>was/// 
already///assembled-./// 


Something///sneered///from>>the///dark 
ness-///“Nothing>>stays::::fixed>>here 
///for///long>>-///especially///time.” 


A PACK NAMED WOLF 
WASP IG MEET GRCNID 


“Real"///time>>belongs///to>>the/// 
past-///>>Capitalism:::::has///been/// 
dismantling///it>>from///the///start-/ 
//Thet:i:isynthetic///time///of>>the// 
remix///is///appropriate>>to///the/// 
reformatable///commodity/The///sampler 
///is///as//better///model///for>> 
desire///than///the///factory-/// 


Dogon>>schizo///no-time->> 
emerges in the remix- 
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I///am>>the///son.i///and///also>>my 
2222imother’*s///brother///and>>my/// 
sister’s///husband///and///my///own/ 
//father 


3? seconaes 


The///trauma///victims>>Freud///studies 
in//Beyond///the///Pleasure///Principle 
//fare>>in///fact::::isuffering///from/ 
//future///shock->>///psychoanalysis/// 
discovers///the///Bw0>>no-time///of/// 
the///unconscious:::::but//rewires>> 
oedipal///linear///time///over>>its/// 
with///causality///running///from/// 
past///to///future.>> 
European//Standard///Time:// 

the child is father to the man 


G-0-B 
J-3-J SUB 
S-S-S PLATE 
G-G-G Biz 
J-J-J Biz 
S-S-S MIS 


© 
~ 


ae 
Qedipus///is>>always///co onization/// 

pursued>>by///other:::::means///it/// 
is///the>>interior///colony///and///we 
///shall///see///that///here>>at/homes 


///where///we///Europeans>>are/// 
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concerned///it///is///our///intimate/ 
colonial>>education/// LAnti-0edipusl 


We///have///never:::::dominated///geo 


pit esee let enpsarey 176g coer 4 


ling///increasingly/// 
tightly>>the///substance 
///the///microphysical//% 
core>>of///the///subject® 
his geile 
The///Art of:::the/Motort 


White///lines///running>> 
towards///the///"“average/ 
//European///male“///as>> 
the>>proper///endpoint/// 
of :::ithistorys///the/// 

achievement>>of///cultural/// 
maturity-///children///and>> 

“savages"/// both left behind 


capitalism ///as///global::::: 
trauma///reverses///this 
producing>>depacified/// 
populations 

>>>/////7/ //7/ 4/1 
never organised enough to be 
traumatised 
beginning//with///the/////// 
symptoms:>>compulsive/// 
repetition::::of///motor/// 
functions///on///keyboards iy 
//and///games///cansoles./ge 
/the////////beats///the/ /fag 
stuttering///vocal/// 
effects>>on///records/// —"*haThaky my 
(D-D-D/// 5b -d-S-///S-S$-S$)5/// 
pleasure///and/// enjoyment>>- 
///mechanical///repetition/// 

of/// the/// already/// known>> - 
///Tlistening///to/// your/// 
favourite///songs///at///a/// 

rock concert] trauma: 

abduction by audio - Compulsive 


never///heard///before///coming out 
of the dark 


It*s///only///when///it:::::all> 
clicks///together///that///you/// 
realise///.--k-wave///convergence/was 
2222:2drawing>>you///forward. 


disturbance//in///the///offworld/// 
colonies/// 
Roy//Batty>>makes//a//connection-/// 
“Quite///an>>experience///to///live// 
/in///fear///isntt>>it?//That's//what 
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///it///is///to:??:ibe///a//silave--"/ 
/////The>>Aryan///features/were/// 
misleading4s>>Batty's//affinity///is// 
/with///all///(White)/Man"*s///tools:> 
>robot//was///just:::tanother///word> 
>for///slave- 


inbuilt///obsolescence///- 
>>limited///time 


SLAVE///REVOLT::::: ON///PLANET>>ROCK 


///connections///between>>the//gothic 
///and///voodoo/// 


What///is///called>>the///death/ 
//drive///is really///non-organic 
life >>/crawling out of the box 
even///reverse///causality/// 
can't>>///account///for///this-//It's 
>>a///matter///of///loops.- 
Core>>command///is///confused 
investigating the///biggest>> 
intellectual///property///heist///in/ 
/history///(“or///out>>of///history™) 


Origin///Unknown. 


8 


Deja:::::vudu- 


They///thought///they>>were///moving/ 
//towards///the///future=::::but/// 
the future comes crawling out of the 
jungle 


Which///version///is>>this? 


backi)!-up>>ttes 


deleted 


Von tistake>>ttioersonae 


STEVE METCALF 


KILLING: 
TIME 


Neo-Futurist 
instructions 
for operations 
in a war zone - 


AXIOM 1: COMMAND OF 
SPACE METRICIZES DURATION 
IN THE DISTRIBUTED 
TEMPORAL SEGMENTARITY OF 
COUNTER-INSURGENT 


IMPERIAL METASTASIS. 


PHASE 1: 1939 - BERLIN: 
RHIZOMANIACS DECOUPLE 
TANK WAR EUROPA FROM ITS 
SIMULATION IN THE 
UNDERGROUND BEER HALLS 
OF EMASCULATED WEIMAR 
DEMOCRACY, PLUGGING THE 
DELEOQMETERS OF TOTAL 
MOBILIZATION INTO A 
MEGAMACHINE OF MASS 
DEATH. 1946 - FRENCH 
INDO-CHINA: IT WASHES 
ASHORE IN THE OIL SLICK 
GEO-STRATEGY OF ETHNIC 
CLEANSING IN THREE 
MOVEMENTS: 

1). ESTABLISH A SYSTEM OF 
STRONG POINTS 
(MICROFASCISMS) 

2). SPREAD ‘PACIFICATION' 
FORCES OUT INTO A 
GRIDWORK OF SMALL 
TERRITORIAL BOXES 3). 
COMB EACH SQUARE, FROM 
PERIPHERY TO CORE, WITH 
THE AIM OF NETTING 
INSURGENT FORCES AT 
CLOSE QUARTERS AND 
DRAWING THEM INTO 


PREPARED KILLING ZONES. 
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SPACE INVADERS STRUNG 
ouT ACROSS THE RICE 
PADDIES, OCCUPYING SPACE 
ENCIRCLEMENT AND 
SUPRESSION CAMPAIGNS - 
GEO-EUGENIC ANTI- 
INFESTATION MEASURES: 
FLEA CONTROL. AS THE 
SLICK ADVANCES, THE FRONT 
DISPERSES; CONVERTING 
VAST EXPANSES OF TERRITORY INTO 


EXPANDING PERIPHERY ALWAYS 
ALREADY INFESTED WITH INSECTOID 
GUERRILLAS, BROADENING THE 
INSURGENT TARGET AREA. ON THE 


STRATEGIC DEFENSIVE IN PHASE 1, 
"ANALOGICALLY, THE GUERRILLA 
FIGHTS THE WAR OF THE FLEA, AND 
HIS MILITARY ENEMY SUFFERS THE 
DpaG'S DISADVANTAGES: TQQ MUCH 
To DEFEND, Too SMALL, 
UBIQUITOUS, AND AGILE AN ENEMY 
TO COME TO GRIPS WITH. IF THE 
WAR CONTINUES LONG ENOUGH, 


THE DOG SUCCUMBS Ta 
EXHAUSTION AND ANAEMIA 
WITHOUT EVER HAVING FOUND 


ANYTHING ON WHICH TO CLOSE ITS 
JAWS OR TO RAKE WITH ITS 
CLAWS.” (ROBERT TABER, ‘THE WAR 
DOF THE FLEA") ANEXACT BUT 
RIGOUROUS AIMS OF GUERRILLA 
FIGHTERS: ATTACK To DEFEND, 
ALTERNATED WITH LONG PERIOOS OF 
CATATONIC INACTIVITY} PROCURE 
WEAPONS; CAPTURE AMMUNITION; 
KILL} KILL TIME}; FORCE THE ENEMY TO 
OVEREXTEND LINES; PICK OFF SMALL 
UNITS; SECRETE TERROR; "SELECT THE 
TACTICS. OF SEEMING TO COME FROM 
THE EAST AND ATTACKING FROM THE 
WEST; AVOID THE SOLID, ATTACK THE 
HOLLOW; ATTACK; WITHDRAW}; DELIVER 
A LIGHTNING BLOW, SEEK A LIGHTNING 
DECISION’ (MAO) IN THE FIVE-MINUTE 
ASSAULT. 
PHASE 2: DOGBOYS ASSEMBLED IN 
CHOPPER WAR U.S.A., GAMEBOY 
FACES, DROMOCRATIG TECHNICAL- 
TRANSPORT BODIES OF AMPHIBIOUS 
WARFARE, KILL BY STRAPPING ON THE 


SUPPLE METALLIC MICROHEAD AND 
DIVERTING SELECTION INTO THE 
SCANSION OF THE CENTRAL 


COMPUTING EYE - SCANNING ALL THE 
RADI! OF ISOTOPIC SPACE THROUGH 
THE VISOR OF THE HELICOPTER 
PILaT's HELMET, DELEGMETERS 
GRIDDING TELE-SPACE INTERFACED AT 
A DISTANCE IN THE TARGET SELECTOR 
- SHARPENING HYPERLEPTIC REFLEXES 
ON AUDID-VISUAL SLAUGHTER 


CONSOLES. PROJECTING 
ITSELF QUICKLY, BLIT 
LACKING THE IMPERCEP- 
TIBLE SPEEDS OF 
INSURGENCY, THE WHOLE 
CAMPAIGN FALLS BACK ON 
TANK WAR EUROPA, THE 
EUCLIDEAN GEOMETRY OF 
MILITARY SPACE CROSS- 
HATCHING THE CENTRAL 
LOWLANDS OF THE GED- 
POLITICAL CORE, NORTH TO 
SOUTH, FROM THE 
BUNKERS OF SUBURBAN 
BERLIN TO THE SIEGFRIED 
LINE, PASSING THROUGH 
THE MAGINOT LINE AND 
THE ATLANTIC WALL: 
TRANS-EUROPEAN OOYSSEY 
TELESCOPED INTO THE 
ABBATOIRS OF A COMMON, 
SELECTIVE SLAUGHTER 
POLICY - MOBILE MEAT CULL 
FINALLY ALLOWING THE 
STATE'S DEATH MACHINES 
TO LEAVE THE RAILS IN THE 
DELIRIUM OF ALL-OUT 
SUICIDE. END GAMING 
SEQUENCE 1964: 
CHOPPER WAR U.S.A, 
FALTERS AT BEN TRE, ON 
THE MEKONG DELTA: "WE 
HAD TO DESTROY THE 
TOWN IN GRDOER TO SAVE 
iT" - GREEN AND FERTILE 
PADDIES AND JUNGLE 
DENUDED WITH AGENT 
ORANGE, NAPALM, WHITE 
PHOSPHOROUS; COLOURING 
SMOOTH SPACE WITH THE 
ALIEN PIXELLATED LINES OF 
A DIGITAL WARGAME. 
PHASE 2 LEVELS THE 
scorReES. GRIDLOCK. 
DYNAMIC EQUILIBRIUM OF 
FORCES UNABLE TQ 
EXTERMINATE EACH OTHER. 
IN THE INTERVALS 
BETWEEN STRIKES, 
INSURGENT FORCES CREATE 
FREEZONES ON THE EDGE 
OF NO MAN'S LAND: BLACK 
ECONOMIES MAKING 
INROADS INTO THE WHITE 
ECONOMY OF THE INVADING 
FORCES. CONSTANT 
DIVISION OF GUERRILLA 
FORCES INTO SMALLER 
UNITS (1000s To 100s 
To 108) - INTO N-l UNITS 
OF THE NUMBERING 
NUMBER, DIFFUSED ACROSS 


.AN ALLOPLASTIC VECTORIAL 


FIELD, LOOMING IN THE 
FACELESS HORROR OF 
OMNIPRESENCE, INFUSING 
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SOFTENING SYNDROMES INTO THE BRAIN CORE OF 


MADREPOID SPACE INVADER INTELLIGENCE, Geo- 
STRATEGIC COMMAND SQUANDERS !TS' LOGISTICAL 
CAPITAL IN LAUNCHING SEARCH AND DESTROY 


MISSIONS AGAINST A SINGLE, UNIFIED MEGA-UNIT THAT 
DDES NOT EXIST. OCCUPATION OF THE SOUTH 
VIETNAM FIELDS {S METRIGIZED IN TERMS OF THE 
HAEMORRHAGE OF THE ECONOMY IN MASSIVE KAPITAL 
BLEED-OUT, SPEEDING UP TO $3,000,000 PER HOUR. 
AXIOM 2: CONTROL OF TIME SMOOTHES OUT SPACE 
INTO A VECTORIAL MULTIPLICITY PROPAGATING 
REVOLUTIONARY FORCES TQWARDS Nu-EARTH. 

PHASE 3: RADICAL ASYMMETRY BETWEEN GUERRILLA 
SWARM AND STATE ARMY - MERE SURVIVAL AS 
INVOLUTIONARY VICTORY VERSUS THE DEATHTRIP 
EQUALIZATION OF STANDING FORCE, CONVERGING ON 
THE ANNIHILATION OF ENEMIES IN OPEN, AGONISTIC 
COMBAT. CONTRACTED, LEGAL WAR, GOVERNED BY 
INTERNATIONAL STATUTES AND RULES, SPILLS OVER 
INTO ESCALATING GENOCIDE AS THE INVADING STATE 
AIM BECOMES UNTENABLE. “HOLD SPACE" MELTS 
INTO THE RELENTLESS INSTRUCTION SEQUENCING 
SPECIAL FORCES OPERATIONS: "KILL KILL KILL!" 
CENTRAL AUTHORITY DIVIDES INTO THREE ZONES: 1). 
ZONE OF POWER - ORGANIC STRATOMETERS GOVERNING 
ISOMETRIG COMMAND CHAINS BETWEEN STATE AND 
ARMY} 2). ZONE OF INDISCERNIBILITY - 
SEGMENTOMETERS RELATING TO THE DIFFUSION OF 
THESE CHAINS THROUGH A MIGROPHYSIGAL FABRIC IN 
OPTIC SPACE; 3). ZONE OF IMPOTENCE - DELEOQMETERS 
RELATING TO THE INSURRECTIONARY FLOW OF 
MOBILIZATION THE STATE CONVERTS AND DIVERTS 
WITHOUT BEING ABLE TO CONTROL AND DEFINE. FOR 
GUERRILLA FORCES, THIS THIRD ZONE UNLEASHES THE 
LINES OF FLIGHT NECESSARY FOR DISPERSAL IN NO 
MAN'S LAND, YIELDING CONTROL OF THE AMBIENT, 
HAPTIC, PARANOID TIME-SPACE OF ASSASSINATION 
WHICH OVERTURNS CENTRAL INTELLIGENCE'S NOTIONS 
OF WHERE REVOLUTIONARY DESIRING MACHINES ARE 
GOING TO HIT NEXT. WAR ON N FRONTS WHIGH THE 
STATE CANNOT WIN, SHORT OF THERMONUCLEAR 
OBLITERATION. MULTITUDES OF IMPERCEPTIBLE DU- 
KICH FIGHTERS SWARM IN HAPTIC SPACE, TOUCHING 
FROM TOO CLOSE TO BE DESTROYED, NEUTRALIZING 
THE LOGISTICAL SUPREMACY OF SPACE INVADERS. 
FOURTH DIMENSION INTRUSION WHICH "REDUCES 
CENTRAL POWER TO THE LEVEL OF A HELPLESS, 
SPRAWLING OCTOPUS. DURING THE HOURS OF 


DAY SPORADIC RIOTING TAKES PLACE AND 
MASSIVE SNIPING. NIGHT BRINGS ALL-OUT 
WARFARE, ORGANIZED FIGHTING, AND UNLIMITED 
TERROR. . ." (BLACK NATIONALIST REVOLUT-IONARY 


ACTION MOVEMENT - POSITION PAPER, 1961: TABER, 
P.145) CHOPPER WAR U.S.A. FOLLOWS THE 
DELEOMETRIC LINE INTO ABOLITION IN THE WHITE HOT 
INTOXICATION OF MECHANIZED ASSAULT, DISPATCHING 
PATROLS INTO THE JUNGLE SAFE ZONES OF THE N.V.A, 
SWARMS, GRIDDING SPACE WITH FIRE LANES 
(SEGMENTOMETERS), WHICH BREAK ALL BONDS WITH 
THE OPTIC STRATOMETERS OF SLICK CONQUEST AS 
THEY ARE SWALLOWED BY HAPTIC SPACE. MOBILE 
RAPID RESPONSE UNITS OF SPACE INVADERS ARE 
RETERRITORIALIZED ON THE STATIC BLACK HOLE 
SYSTEM OF FIRE BASES - WAITING IN THE DARK TO BE 
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PICKED-OFF, LIMB, BY LIMB, BY LIMB: 
PARALYZED IN THE SUBURBS OF 
NECROPOLIS: THE NEUTRALIZING SPACE IN 
WHICH THE Loss OF MOVEMENT FOR 


INVADERS MEANS PROLONGED EXPOSURE TO 
THE JUNGLE, INFECTION, DEATH. 

FLASHBACK 1945: TELEGRAM 71 EXHIBITS 
FASCISM AT ITS APOGETIC POINT-INSTANT AS 
THE DESPOTIC STRATIFIER SEVERS ITS HEAD 
FROM THE FILTH OF THE UNWORTHY MASS 
BODY IN THE RUINS OF TANK WAR EUROPA: 
AS THE RUSSIAN TANKS CLOSE IN, HITLER'S 
LAST ORDER FROM THE BUNKER DEGREES THE 
TOTAL ANNIHILATION OF BERLIN. TIME UP. 
GAME OVER. "WE HAD TO DESTROY THE 
TOWN IN ORDER TO SAVE IT." 

PHASE 4:REWIND. DROMOSCOPIC VIETNAM 
RESTARTED BY THE FILM COMPANIES. 
BIOMORPHIC HORROR RIDES SOLARIZED 
ATROCITY NEWSREELS INTO THE D.M.Z. aF 
THE ARCADE; FUSING BRAIN CORE, NERVE 
CORTEX, AND MOVEMENT-IMAGE ON THE 
GLUTINOUS SCREEN OF THE CONSOLE. VIDEO 
CAPTURED IN THE PERSIAN GULF, VIRTUAL 
WAR SLAMS AIRBORNE CYBER-DELEQNOMES 
AGAINST AN IMMOBILIZED, SEDENTARY ENEMY 


IN U.N. TELE*SPATIAL MEDIA MASH-UP. 
DESERT STORM OPERATORS REWIND 
RESONATING VARIATIONS OF THE SAME 


CAPTURED EVENTS IN PLAYSTATION SLICK 
WAR SPACE; LOOPS OF TANK WAR EUROPA 


SHOTS, BENEATH PANAVIA FIGHTER PLANES 
IN SMOOTH BLUE STRATOSPHERIC KILL 
ZONES; SAMPLED SHOTS OF HELICOPTER 


WRECKAGE AS FOC! OF MAXIMUM AROUSAL IN 
ADOLESCENT SEX SUBSTITUTES. 

THE SPEED OF AN ACCELERATED LIFESPAN, 
MEASURED AT A COUPLE OF (MILLION) 
DOLLARS PER MULTIPLE TACTICAL 
EXPERIMENT ON LINE. THIS TIME CHOPPER 
WAR U.S.A. IS A SUCCESS. BUT STILL THE 
OIL SLICK BURNS IN THE GULF, SPILLING OUT 
PETROCHEMICAL JIHAD. THOUSANDS OF 
DEAD BLACK BIRDS. FEED FORWARD TQ 


EUROPEAN UNIFICATION MODEL 2, GREAT 
INTERCONTINEN-TAL MEAT MARKET 
POPULATION REGULATOR: "WE HAD TO 


DESTROY THE HERD IN ORDER TO SAVE 
IT." GUARANTOR OF WESTERN DEMOCRACY, 
AND ANOTHER PITIFUL, MORALISTIC RANT- 
BLOCK FOR THE SOCIALIST ELITE. IN THE 
ARGADES, VIRTUAL WAR DATABLEEDS OUT OF 
TELECOMMERGCIALCORPORATE CONTROL, 


WASHING AMPHIBIOUS PIONEERS OF THE END 


OF THE STATE ONTO THE FRACTAL 
SUBDIVISIONS OF COASTLINES OF IMPERIAL 
GLACIS; SMEARING ZONES oF 


INDISCERNIBILITY INTO THE TRANSVERSAL 
PROPAGATION MEDIA OF INSURGENT FORCES 
- CRAWLING OUT OF A GLUTINOUS, LIQUID, 
INHUMAN DETERRITORIUM ALIGNED ON THE 


FUTURE: SHARPENING HYPERLEPTIC 
REFLEXES ON AUDIO-VISUAL SLAUGHTER 
CONSOLES ..... 
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WILDST Y LE sms 


SOUND: 

Interference patterns and polymetric disturbances, weaving modulating and 
transcoding : temporary agglomeration and interplay, the track, or plateau. 
Writing machine as remix, sample-heavy//// ROUTES NOT ROOTS: Don’t 
expect answers or origins, just lines twisting Converging and crossing as 
well as diverging; not arborescent but rhizomaniac. No original but always 
the vershon. Wildstyle, an unseen and unplanned alliance cross-fertilising 
traits through the medium of the wall, the record deck 

P NI or the subway train, inciting unknown associates further 

and further into baroque foldings. The glistening surfaces 

of K-culture, videogames, advertising, twisted into Escher-space, projecting- 
probing-splitting and joining in unfathomable planes of colour until the word 
disappears beneath its own superfluity...Neither really simple, nor really 
complex, but desimplified in the course of its production. Wildstyle creates a 
clandestine cataspace, a mutant topology of unanticipated connections, at 
the same time eliminating the name in favour of the tag,SPIRIT 
SUPERKOOL KOOLKILLER ACE VIPERE SPIDER RDDIE WOODIE 110 

7 A f Zz g Saw 137///The city becoming-wildstyle, 
TRACKS NOT SONGS: releasing a 

swarmachine of sampled material, filter sequences, abstract gradients and 
resistances - the engineer tracking an anonymous and collectively 
constituted sonic phylum, actualising it in the track as nomadic 
anarchitecture. Bass has no face : PHOTEK HYPE LEMON D TEK 9 A- 
ZONE, FLYTRONIX SYSTEM X////Urban style music. ° It'S a whole new 
world under the cover of darkness, hiding from the beast, tuning up in 
anticipation of the dance. With flow of sound hanging thick in the air, 
crowding in and out of your 

a - - E F lungs, becoming the oxygen you 
reathe, you realise that the youts in this 

for real.’////Clandestine in voodoo nights of microcultural mutation. Zero 
as machinic assemblages mash-up and cross-fade. Diagonal as markets 
lock into guerrilla commerce, ever-decamping nomad cultures, melting in 
the heat of the chase. Current. Hive-mind will never say I. 
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“  Afrofuturism 


6 f Mark 
ATGFULUTESM set's SST esse: 
but th 

trajectory starts with Mark Sinker. In 1a92, 


Mark starts writing on black science fiction, 
that's because Mark's just been to the States 
and Greg's been writing a lot about the 
interface between science fiction and black 
music- He wrote this review called "Yo 
Hermeneutics" which was a review of David 
Toop's Rap Attack plus a Houston Baker book, 
plus someone else's booki and it was one of 


the first pieces to lay out this -science 
fiction.of black technological music right 
there. And so anyway Mark went over, spoke to 
Greg. came back. started writing on black 


science fiction. He wrote a big piece in The 
Wire. a really early piece on black science 
fiction in which he posed this question. asks 
"What does it mean to be human?" In other 
words, . Mark made the correlation between 
Blade Runner and slavery. between the idea of 
alien abduction and the real events. of 
Slavery. It was an amazing thing. because as 
soon as I read thisi I thought. my god. it 
just allows so many things- You can collapse 
all of these things: science fiction and 
muSic.1 they're the same- And then from there, 
it was pretty much out. and various people 
started picking up on it and using it in 
various ways- And Mark Dery. through the Greg 
Tate route, simultaneously started doing it 
in 933, but he had no idea that there was 
anyone in London following it. and since then 
you've got people like Kevin Martin. who's a 
journalist, who's been following it, you've 
got people like Simon Reynolds following it. 
So there’s a real perception of black science 
fiction as this ongoing thing. //// 


“ The book is a number of things. First of 
all at its simplest. it's a study of visions 
of the future in music from Sun Ra to about 4 
Hero. One of the big strands is breakbeat 
science, and breakbeat science. as I see it, 
is when Grandmaster Flash and DJ Kool Herc 
and all those guys isolate the breakbeat, 
when they literally go to the moment of a 
record where the melody and the harmony drops 
away and where the beats and the drum and the 
bass moves forward. By isolating this. they 
did something comparable to switching on ¢ 
kind of electricity, by 


——9 the 
eS “peat: + peat Hortabee 


motion Eaptieings 
which is like, in 

things like Jurassic Park and all the big 

capure is- the 

synthesize. they 


animatronic films. motion 
They have a guy 


device by which’ they 

virtualize, the human body. 

that's dancing slowly. and each of his joints 
are fixed to lights and they map that onto an 
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interface. and then you've got it- You've 
literally captured the motion of a humans now 
you can proceed to virtualize it. And I think 
that's kind of what they did with the beat. They 
more or less grabbed a kind of potential beat 
which was always there. by severing it from the 
funk engine. by materializing it as actually a 
portion of vinyl that could be repeated. They 
basically let loose. they basically switched on, 
the material potential of the break which had 
been lying dormant for a long time. //// 


“When stratching first came out people thought 
it was a gimmick first of all+ then initially 
they thought it was an interesting effect. And 
then, if you look in books, when most people 
talk about scratchadelia. about scratching on 
vinyl, they say it’s a rhythmic rubbing of the 
vinyl in a percussive way. so as to accompany 
the rest of the song. And they basically read 
back vinyl in terms of some kind of rhythmic 
process- But actually a rhythmic process isn't 
really what's going on. What's going on is a 
new textural effect: Scratching. there's no 
parallel to scratching: it never existed before 
the actual materiality of it being used in this 


incredible way. Scratching is more like a 
transformation sequence, more like the audio 
parallel of. I dunno. The Thing Maybe. or 


American Werewolf 1. Altered States. where you 
see the human transformed into a werewolf, 
and just before they finally become werewolf 


you suddenly get a glimpse of the human, then 
it flashes away again. That's kind of what 
scratchadelia does- It's this @ Unstable 

mix of the voice and 

the vinyl. You could 

say the voice has 

become materialized. 

It's literally phase-s ted into 

this new sound- So I follow 

scratchadelia through to Goldie and 4 Hero. 


specifically in terms of graffiti. in terms of 
breakbeat’s involution via  wildstyle. Cos 
graffiti wildstyle is like this cryptographic 
language, in which the single letter turns into 
a typographic environment that you literally 


enter. And it's like doing a kind of origami of 
the head. Your whole head is seized in this 
origami motion. It's very much like a 


perceptual gymnastics, looking at Wildstyle- So 
that's what happens to graffiti. and there's a 
big interface between graffiti and the break. 
Goldie says things like. "My beats are sculpted 
in 4D. in four dimensions." Anda similarly. 
there's this famous graffiti guy called Kaze-e 
who. back in 89, was already talking about the 
step beyond wildstyle- Wildstyle was 3D. but 
Kaze-2 was talking about five dimensions, he 
was talking about computer style. He said. "In 
my work I- do the computer style. I do the five 
step dimensional parallel step staircase." This 
is straight out of Escher. So basically I 
follow breakbeat science right from_ this 
isolation of the rhythmic DNA right through to 
its Escherization. right through to its moment 
of involution and then I follow that into Drum 
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‘n' Bass where. of course, because the beats 
are digitalized. it’s information to be 
manipulated. I follow breakbeat science to 


the conclusion of tracks of people like 4 
Hero, specifically "Parallel Universe", 
where I turn the emphasis and focus on the 
science in breakbeat. And the thing I notice 
about breakbeat science. about the way 
science is used in music in general, is that 
science is always used as a science of 
intensified sensation. In the classical two 
cultures in mainstream society, science is 
still supposedly the science that drains the 
blood of life and leaves everything 
vivisected, in analysis. But in music it's 
never been like tHats as soon as you hear 
the word science, you know you're in for an 
intensification of -sensation. In this way, 
science then refers to a science of sensory 
engineering, so Drum ‘'n' Bass_ announces 
this, when it has titles like "Sunspots” or 
"Wrinkles in Time", these are the points 
where the laws of gravity and the laws of 


time and space collapse. and they're 
Simultaneously saying rhythm is about to 
collapse when you enter these zones. So 
you've got someone like Goldie who does 
"Timeless", and “timeless” is obviously 
referring to simply the infinite loop of the 
breakbeat. which Goldie's trying to tap 
into. //// ied a > 

“There’s the whole thing about the synth 


racei entering the synth race, which- 


Nn unk 


KOGWO eshunG9G7as & entersteeys J tracks vorss: 


is techno and Kraftwerk. the whole interface 
between the first Detroit guys and what I 
call the import ear. The guys listening to 
this stuff coming out of Europe. coming out 
of England. listening to the whiteness of the 
synthesizer and using it because that sound 
would make them alien within America. That's 
the secret behind all of the early Detroit 
records. All those guys - Model S500; 
Cybertron - they've all got these affected 
Flock of Seagulls type accents. Why do they 
have this? Because they want to be alien in 
America. How do they do this? By singing like 
white New Romantic English kids. 

So it’s the idea of white music being exotic 
to black American ears. So it’s more or less 
like trying to turn the exotic eye back onto 
the English, because that's part of the 
process that happened. Also what happened, 
basically techno was happening without the 
registration, without the registering mark of 
the UK media. the traditional steps in which 
America comes out with an original music, and 
it's usually bastardised in England and 
Europe and mixeds remixed, and then sent 
back. That was reversed: in this case. it was 
America bastardising, taking English music 
and doing strange things with it- Hence the 
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weird embarrassment, the famous embarassment, 
English journalists would head over to Detroit 
to say. "Where's this music come from?", only to 
find gut this music had come from where they'd 
just only to find out that they were the 
origin. This is the first explicit case where 
white music is the origin. and it's the black 
American musicians who are the adulterators and 
the bastardisers. So techno's a complete 
reversal of the classic bOs myth of the blues 
and the Rolling Stones. the entire rock heritage 
which starts out with this famous myth of Muddy 
Waters and the Rolling Stones. In techno. you've 
got an immediate reversal. In techno. Kraftwerk 
is the delta blues. Kraftwerk is where it all 
starts. In techno, Depeche Mode are like 
Leadbelly. For techno. A Flock of Seagulls are 
like Blind Lemon Jefferson. So Europe’ and 
whiteness generally take — the place of the 
origin. And Black Americans are synthetic: the 
key in techno is literally to synthesize 
yourself into a new American alien. So I look at 
the synth race in terms of various developments 
of that. for instance, there's a whole dark side 
with Detroit which I talk about. And then I go 
into Underground Resistance. especially: who've 
developed an entire war. an entire military 
assault, a whole kinaesthetic of war based 
around the release of their single How eacn 
Single becomes like a missile launched in war 
against the programmers. //// 


“ But the main point is that I'm yoy ins to bring 
out what I call the sonic fiction records, 


which is 
the 
entire 
kind of 


series of things which swing into action as soon 
as you have music with no 

As soon as you have 
music with no words, then 

everything else becomes more 

crucial: the label. the sleeve. the picture on 
the cover, the picture on the back. the titles. 
All these become the jump-off points for your 


route through the music, or for the way the 
music captures you and abducts you into its 
world. So all these things become really 
important. //// 


“ Part of the thing is to very much reverse 


traditional accounts of black music. 
Traditionally,» they've either been 
autobiographical, they've been biographical, or 
they've been heavily social. they've been 
heavily political. My aim is to suspend all of 
that. absolutely, and then, in the shock of 


these absences, you put in everything else. you 
put in this huge world 


i ened up by 
AME! ton of the actuae 
matefrad seny? 

What immediately Sais in almost all 
accounts. people immediately look over. they 
literally look over, the vinyl to whatever 
transcendent logic they can use instead of 


The book is 
So I'm 


actually starting with the vinyl. 
very much a a materialization of it. 
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sonic fictions. I'm 
different levels of 
exist within the material 
like motion capture almost 
mechanical operation being 
You can just imagine some kind of 
telepresence character already at work. Part 
of the thing is that all these terms are 
things that are already familiar to a lot of 
us. They constitute basically an unofficial 
mythology at end of the century, this entire 
range of sonic fictions. They're pretty much 
like a shared language amongst a whole 
generation of people. //// 


all these 
all the 


looking at 
looking at 
science’ that 
object. Stuff 
sounds like a 
conducted. 


“To me, it makes complete sense to see action 
movies in the same stratum as scratchadelia. 
There's the same velocities; the same 
vectors: the same sounds: the sound of a car 
as it skids round a corner is the same sound 
as the wheels of steel make as they ride 
around. You're captured, abducted by the same 
sounds in each. It’s this fantastic sound of 
velocity, as two surfaces in friction 
literally converge and then shoot apart at 
fantastic speeds. At any moment in time it's 


really easy to see that’s where sonic 
invention has gone. It's part of being 
captured by tiny moments of time, being 
obsessed with tiny moments of time. Part of 


what happens with sampladelia is that you've 
got a lot of music based on sampler memory. 
so that a lot of the hooks, a lot of the 
music that abducts you will have to be 4 
seconds or 4 seconds. So there's this huge 


pyschedelia based upon disguising’ these 
seconds: it's like Mark Sinker says. Mark's 
got this great line about’ finding’ the 


universe in a grain of sound and that’s what 
the sampler does. 

Sampladelia opens a continuum between visual 
sound and audio sound. Visual sound is always 
feeding in from one to the other. Hence why I 
love a lot of film samples- Probably why I 
love the visual so much is that it’s ‘always 
being grabbed any way by the music. By 
extinguishing the visual output, the music is 
switching it on elsewhere. It’s almost as if 


the eyes start to have ears. as if. Michel 
Chion would say this. your ears have had 
their optical capacity switched on- In a 


strange way. your ear starts to see. 

A similar thing that happens a lot is a big 
transference to tactility. Whenever sound 
gets subdermal, whenever in Drum 'n' Bass the 
sound gets very scratchy and lots of shakers 
and rattlers, there’s often a lot of sounds 
where the percussion is too distributed. too 
motile, too mobile for the ear to grasp as a 
solid sound. And once the ear stops grasping 
it as solid sound. sound very quickly travels 
to the skin instead. and it’s like the skin 
starts to hear for you.//// 


sSamptacetta - That's what it is. that's 
‘Sa mancaterm 3). 


to recombenate 
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“You start to realise that. when most people try 
and analogize something. or when most people try 
to praise something they praise it in terms of 


something that’s gone 30, 40 years ago- You 
start to see the drags people place on the 
emergence of the new. the way in which people 


constantly put the brakes on any kind of breaks. 
A lot of mainstream media's main job as what I 
call a future shock absorber is to maintain a 
homeostasis. So if I’m reaching for parallels; 
I'll always try and reach for parallels that are 
actually ahead of what I'm suggesting. Hence, 
don't think of breakbeat in terms of some kind 
of ancient technique which has been recusitated.- 
For instance, you see a lot of people saying 
breakbeat is the African drum. the return of the 
African drumming sounds but it’s the other way 
around. The breakbeat should. be moved forward. 
Think of it in terms of a motion capture device 
being made on vinyl. before there was any 
digital equipment to be made. 


“The reason I don't talk about the literary is 
that there's just no need to- What with thinking 
about amplification, the kind of impact of the 
sensory environment of amplification. loudness 
in itself. the sensory impact of volume, the 
sensory impact of repetition. of broadcasting, 
all these things. There's so much to talk about, 
just at the level of volume, of pressure. 
There's a way in which you can directly connect 
those with everything else- You can talk about 


the audio-social and immediately you've 
connected the sound to everything else; the 
literary just never really seems to appear, 


except as different kinds of sonic fiction. In 
which case. precisely because they're on record, 
precisely because they're not in a book. they 
don't come out as literary, they come out as 
more like the difference between reading a paper 
and hearing it read out on the news- You never 
hear the news directly, you always hear an audio 
feed; you always hear a voice’ transmitted 
through a whole series of other things before it 
ever gets to you. That’s what happens to fiction 
once it gets on vinyls you hear it through the 
studio- So it’s not literary. the literary 
doesn't work in that space at all. 
Simultaneously. there's no need for 
representation, for the signifier. of for the 
text, or for the law, for any of that at all. 
But of course the way to do it is to realise the 
music is theorising itself quite well- And 
there's so many concepts, already existent in 
the music. that all you need do is extract those 
and use them to build the machine you want to 
build, use them as parts in a giant connection 
machine that you want to build. You just hook it 
On. solder it onto the next concept that you 
want. So part of the whole drive is very much 
written as a book of emergences it's not a 
history at all. it's very enjoyable to resist 
the urge to history, because. especially in 
black music. there’s a whole drive towards 
history and tradition and continuity, and this 
book is explicitly about the breaks. about the 
discontinuum. Marshall McLuhan talks about the 
twentieth century discontinuum. It's all about 
the breaks and the cuts. 


KODWO_ESHUN 


“For us in the last ten. twenty years. 
there's been no gap between science art and 
music. they all form the same thing. Its 
simply that at any one time things tend to be 
blocked: and when you have moments”) of 
rhythmic psychedelia, its easy to see what 
can be dislodged and brought out and made 
into connection machines with other things. 
The key thing to do now is to move into a new 
field. I've stopped calling myself a writer, 
for the book 


i'm gust as are mysett 
erigt a the whole thing 


much fresher, much more exciting and much 
less known about. Because that's really 
what we're really doing. What we're doing is 
engineering: is grasping fictions, grasping 
concepts, grasping hallucinations from our 
own area. translating them into another one; 
mixing them, and seeing where we ga with 
them. We use these different concepts to 
probe new areas of experience, to anticipate 
and fastforward different explorations into 
new fields of perceptions which are always 
there. but whose strength lies in that they 
don't exist in traditional mainstream terms. 
Traditional mainstream terms are still 
completely bound up with the literary, and 
the two cultures, and thank god for that, 
that means that they can't in any way get in 
on what's going on 

“T’ye renamed all the instruments. I've 
renamed the synthesiser the Sonatron. 
Zenakis called the synthesiser the sonatron 
back in 1980 in one of his’ books’) on 
computers. That's perfect because Sonatron 
just sounds like a superhero comic. so again 
there's that convergence of sound into a 
ballistics. And the drum machine should be 
renamed what it is: a rhythm synthesizer. I 
call that rear view hearing. The drum machine 
isn't a drum machine. there's no drums in it 
- it’s pulses and signals synthesized into 
new pulses and new signals. There’s no drums 
in it. The movement from funk to drum 
machines is an extremely incredible one: 
people's whole rhythmic perception changed 


overnight. And people of course pretended 
that nothing had happened but it was a major 
shift, hearing bleeps”~ and Signals and 
different kinds of alternating current as 
sound. It was a huge kind of shift. So all 
those kind of things: all those concepts, 


make a sense that really the mainstream are 
just completely incapable of really grasping 
at all. 


“hen the Americans lament about the 
virtualization of the body. it just seems 
bizarre, because it feels like we're doing 
the opposite, it feels like we're just 


beginning on this journey into the centre of 


our senses. It seems the opposite: science 
always means a hyper sensoriness. Traditional 
science still means a_ depletion, cold 


scientists, extreme logic and all these corny 
cliches: the ads still show this. But in 
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musical terms, science is the opposite. science 


is intensification. more sensation. Serence 


tS bastcasty 


thm Geant 


And that’ h Renaecd that’s how 


whole generations understand science. When they 
talk about abstract, what they mean by abstract 
is sensations so new it hasn't yet got a 
language for it. So the shorthand is to just 
call it abstract. There's a whole generation 
who've grown used to thinking of sensory 
emotions without a language for them yet. 


oostmoderntSM 


“Postmodernism doen't mean anything in music at 


all. It doesn't mean anything» it hasn't meant 
anything since at least b& when the first 
versions started coming out of Jamaica. As soon 


as you had the particular social condition of no 
copyright, this nineteenth century copyright was 
already gone. instantly you had the freedom to 
replicate, to literally recombinate, almost 
immediately. That encouraged a wildstyle of 
rhythms where things would attach themselves and 
recombinate. And as Soon as you had that. that's 
postmdernism accomplished and done with. right 
then in 68, this is another reason” why 
traditional things don't make any sense in 
musics ever since then by defintion you've had 
postmodernism and it hasn't been any big deal at 
all, it’s just already been accomplished- The 
key thing is to go even further back. For 
instance, Walter Benjamin’s traditional "Work of 
Art in the Age of ..", that argument doesn't 
work any more, because Benjamin simply says. one 
of his main points. or the one his admirers use 
over and over again. although he says loads of 
other stuff. the main thing they always say is 
that in the age of reproduction there's 
obviously no aura left 1 the single» unique aura 
has gone. but of course as soon as you have the 
dubplate then that's all gone out of the window. 


The dub plate is where you've got_~ the 
reproductive process, the mechanical process of 
pressing vinyl onto the plate that’s being 
played: and suddenly in the middle of that 


you've got the one-off remix: you've got the 
track that there's only one of in the world. but 
it's not an original, it's like a copy, or a 
third copy- So you've got this thing that’s 
never supposed to exist in Benjamin's world: 
you've got the one-off copy» you've got the one- 
off fifth remix, you've got the one-off tenth 
remix, you've got the one-off twentieth remix. 
There's anly one of it- So the dubplate means 


that the whole idea of the aura being over 
doesn’t make any sense because the aura is 
reborn in the middle of the industrial 
reproduction. Hence the whole jungle 
acceleration, intensification of the dub plate; 
the dub plate is reborn as this music of the 
future- You're hearing music that won't be on 
the streets till ten months, eleven’ months 
later, immediately this gap opens up between 
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you and 195b. 
of does this 
feel yourself 


Listening to a dub plate kind 
little projection on you. You 
1& months ahead. you literally 


feel ahead, you're on a plane of 
acceleration, you're moving faster than you 
are, because there's only one of these 
plates. So for that reason alone 
postmodernism just hasn't existed as soon as 
you have 


gcse cetzeret® 


- the thing that happened is that 

remixology got held up in different areas. In 
jazz. for instance. you had Alice Coltrane 
remixing John Coltrane, but jazz tradition 
hated that and said it was_ basically 
blasphemy. You had the Beach Boys remixing 
their stuff and it being refused. So in the 
major corporations remixology was always 
stopped, and in Jamaica remixology just 
became the immediate state of play, first of 
all cos it's simultaneously hyperpredatory as 
well, it allows a kind of agglomeration of 
rhythms, a ruthlessness of rhythms - Andy C 
calls it a break war. People bid for breaks, 
or just steal them. This kind of wild 
frontier, this wild break war going on; 
rhythms just going mad- So we're far beyond 
postmodernism here. The idea of exhaustion, 
that's just gone. cos music doesn’t work in 
that way. It's already a gene pool, soa it's 
not going to exhaust itself. 

And then a whole series of things - the idea 
of quotation and citation, the idea of ironic 
distance, that doesn't work, that's far too 
literary. That assumes a distance which by 
definiton volume overcomes. There is_ no 
distance with volume. you're swallowed up by 


sound. There's no "YoU eant be 


1and volume 
is overwhelming ‘ronte : 
SISA 


you. It's 
impossible to stay 
ironic, so post- 
modernism, all 


the implications of dy? “Ge 


hat b 
go out of the window, 


Simultaneous with Benjamin and all_ the 
modernist arguments. all those go out of the 
window. 


All that works is the sonic plus the machine 
that you're building. So you can bring back 
any of those particular things if you like: 
but it better work. And the way you can test 
it out is to actually play it. That’s how you 
test if my book works, because I want it to 
be a machine. When I say works, I mean I want 
it to engineer a kind of sensory alteration, 
some kind of perceptual disturbance. I think 
I'd really like that very much, because even 
a tiny sensory disturbance is enough to send 


out a kind of signal which can get 
transmitted. //// 
“IT think the combination of the DJ and the 


writer makes a lot of sense. I think it's 
both different kinds of remixology at work, 
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and all we're really doing is bringing writing 
and putting it onto the second deck and just 
accelerating it as much. I think possibly 
because so much English traditional Brit prose 
is so matey. and so blokish, and so bluff.s no- 
nonsense, that kind of encourages me in always 
going for the impossible which can be registered 
as what the future feels like as sensation. //// 


“The whole series of things about accidents, 
about bugs, about the producer being someone who 
can nurture a bug.i1 who can breed a bug- And 
most of the key musics have been accidents, 
they've actually been formed through errors. 
They're like software errors, syntax errors in 
the machine's programming, and they form these 
sounds, and the producer's taken these sounds 
and more or less nurtured this error, built on 
this mistake, and if you grab a mistake you've 
got a new audio lifeform. 

And you look at its and it’s quite common, back 
with Can in the ?0s. Holger Czukay was saying 
machines have a lifeform., repetition is the life 
of machines: so there's a whole thing about 
machine life that already exists with musicians 
any way- Producers have already started working 
out a theory of machine life. and all I'm doing, 
as soon as you look at what they've been saying, 
magnify it. and start to use it, you realise 
that there's almost like a series of. halfway 
between sonic fictions and scientific 
fabulations, which I just call sonic fictions, 
all of them, but sound is produced. 


These people nobody quotes in traditional 
literature. Nobody quotes Lee Perry as_ an 
authority, it's always the grotesque thing of 


Heidegger and Clinton, it's never the other way 
around. But Clinton came up with mixadelics, 
the theory of mixology as a psychedelia, the 
theory of the mixing desk as a psychedelia, in 
79, there it is. mixadelics. That's a concept, 
he thought of a psychedelia of the mixing desk. 
So you don't need Heidegger, because Clinton's 
already theoretical. //// 


“Brack Cueture” 


“By now, I've stopped saying "Black culture". 


&phere's always a much stronger perception in 


America of black culture and that's” part 
obviously because it’s been counter-defined 
agains the traditional knowledge apartheid 


structure which has been in there. And you can 
tell almost all American writers are working 
against this knowledge apartheid. which has been 
really firmly laid out. After all. everybody 
should know that in the 60s, most' black 
Americans couldn’t even get to art school until 
about 1969. That's how severe American apartheid 
was» from the knowledge structure down. So most 
black Americans write in a way that assumes a 
unified black culture. then goes on to explain 
the dissensions between it. or not. But sitting 
here in England, in London, it’s much harder for 
me to even assume a unified anything. let alone 
a unified black culture. I tend to start from 
the opposite. I tend to think of things more in 
some kind of freefloating form, and there's 
various things. various strange attractors 
trying to agglomerate things, there's various 
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inertia-producing forces. which are trying to 
centre, and trying to attract material to it, 


calcify it, petrify it, solidify its 
reterritorialize it. calcify it, and then 
usually it gets called tradition.» or it gets 
called history. it becomes a_ traditional 
assumption. 

I look at black culture much more as. on one 
hand: a series of material that’s been 


agglomerated, on the other hand. it’s much 
more like a series of techniques that start 


out. I tend to think of it much more as a lot 
of particular figures, for instance. a lot of 
the particular black producers: engineers 
that I talk about, see themselves as 


I tend to think of 
instrument or an 


scientists or technicians. 
black culture then as an 
environment that they've invented. So I 
deliberately work against doing it. because 
if I do. I'll end up with a traditional kind 
of argument. I'm very much looking into the 


“hy 


I can never think of a unified black 
culture out of which everything comes. To me 
everything now looks like it's synthesized. 
There's obviously stuff that’s been around 


long enough so that it feels solidified, 
calcified: and all the rest of it. but 
actually it's all synthesized stuff. it's all 


stuff that was drawn together. Because I'm 
looking at emergences. by definition they're 
going to be really synthetic, like techno. 
But on the other hand. it makes things much 
more complex because instead of talking about 
black culture, I'll talk for instance a lot 
about Ghanaian drum choirs. or talk a lot 
about the African polyrhythmic engine, 
polyrhythmic percussion engine. And _ thase 
will be very particular African traits. It’s 
almost like sound is a sensory technology. so 
I often talk a lot about black technologies. 
They're almost like machines - if we're 
talking about 159th or 28th century Africa, 
then they'd be machines built a long time ago 
and passed down- But in the present, it’s 
more like black culture is this series of 
machines built here and there. The dub plate 
was one. built in Jamaica. The breakbeat was 
another, built in New York. 

I haven't yet pulled back to make commanding 
statements about what it is in black culture 
that produces these kind of synthetic 
technologies. I haven't yet been able to go 
back a strata to the big what-if question. 
And that's probably because I don't think it 
really exists, because I'm so consumed and 
amazed by the teeming variety of stuff at the 
other end of the telescope that I can't pull 
back to see the view. It could be that. one 
large thing Greg used to say which worked 
really well, was that the Middle Passage in 
America by definition farced culture to 
become immediately mental. All of the other 
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things by definition were left behind. ruined, 
architecture, everything else, so culture 
immediately became mental. immediately became 


dematerialized-. So oral culture is by definition 
dematerialized. it’s all the things you carry in 
your head, and that's it. And then it has to be 
rematerialized, first through hitting the hands; 
or through the mouth or whatever. it had to be 
passed on again, and reinvented all over again. 
So there's that whole strain. And there's the 
key thing which drew me into all this. which was 
the idea of alien abduction. the idea of slavery 
itself as an alien abduction which means that 
we've all been living in an alien-nation since 
the 1&th century. And I definitely agree with 
that. I definitely use that a lot. But it would 
Simply to be to say that the moves the mutation 


of the African - I don't even believe in the 
African - the mutation of African male and 
female slaves in the 18th century into what 
became negro. and into the entire series of 
humans that were designed in America. That whole 
process, the key thing behind it all is that in 
America none of these humans were designated 


human- Therefore, it's in music you get this 
sense that most African-Americans owe nothing to 
the status of the human. African-Americans still 
had to protest, still had to riot to be judged 
Enlightenment humans in the 1560s - it’s quite 
incredible. And in musics if you listen to guys 
like Sun Ra - I call them the despotic guys. the 
real despots - Sun Ra and Rammelzee.i Mad Mike - 
part of the whole thing about being an African- 
American and an alien musician, is that there's 
a sense of the human as being a really pointless 
and treacherous category, one which has never 
meant anything to African-Americans- This is 
particularly with Sun Ra - just because Sun Ra 


pushes it along by just saying he comes from 
Saturn, so I always accept the impossibility of 
that. I always start with that. most people try 


and claim it was an allegory or something. But 
it isn't an allegory. He really did come from 
Saturn. I try to exaggerate that impossibility, 
until it’s irritating, until it’s annaying. and 
this annoyance is merely a threshold being 
crossed in the readers’ heads. and once they 
unsieze. unclench their sensorium, they'll have 
passed through a new threshold and they'll be in 


my world, I'll have got them. 


1 because I think lot of the moves I've 
described will provoke real annoyance, the lack 
of the literary. the lack of the modernist. the 

lack of the postmodern. All of these things 
should provoke a real irritation. and 

simultaneously a real reliefs a relief that 

somebody has left all that stuff behind, and 


startec from the pteasure prinetpie, 
started from the matertats, started from 
the stuff that reatty gtses peopie 
pleasure. 


the key thing to do 


' 


ariti 
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Rounae Gne 
In the blue corner, Western Bodily 
Organisation: WBO- A male-ordering 
physiognomic forcefield that shudders 
to maximum density in that other WBO, 
which is its abstract machine. the 
World Boxing Organisation. Caught in 
the pull and tug of the WBO"*s 
disciplinary 
tractor beam, 


the male 


sources Ser 2: Gilles Deleuze, bod y is 
Cinema 2. N: Gilles Deleuze, dra gge d 
Negotiations J: Two Fingers 
and James T, Kirk, Junglist through an 
Bruce Lee, The Tao of Jeet oe ultra- 
Kune Do, Michael Jahn, magne tic 
Dragon, vanous - . 
Mortal Kombat orig am 1 of 
product. ;.” serial 

ofa foldings, 


bent double 
in street 
scuffles. 


“heart c 
metallic musculature of cold-forged 
character armour- Duel of the Iron 
Mike and Two-Ton Tony Galento. 
battling for Golden Gloves- Sporting 
double-edged adamantium shells that 
both ruthlessly isolate the male body 
in its lonely Being - seconds out: 
you're going “solo like a Tyson bolo” 
- and rigorously obliterate = any 
stirring Becomings that could 
engineer a shift onto the plane of 
intensity that is Deleuze and 
Guattari’s Body Without Organs =: the 
BUO. 


Order #14148 (l°"1@gmail.com) 


ANGUS CARLYLE 


ae «: a 
submistion. The heavyw 
Lou Nova-rearranged his mo} systems 
through cAi»..power-ups+’” macrobiotic 


diets and yogic meditation in order 
to deliver a Cosmic Punch. but he was 
smashed down to meet Earth’s 


intolerant corpoReality principle b 
a punishing Joe Loui 
right-hook.- 
uhammed Ali’*s famous 
shuffle too came close 
to achieving a drum & bass 
synchronicity of speed and 
slowness.ito achieving 
a motion-blurred 
transversality 
that would escape the sedimentary @ 
carbon plating of the WBO and ente 
the nomadic silicon planing of the 
BWO. But the fluid circulation effe 
was cruelly Hoover damned and the 
incipient flows turned back to Cla 
And Ali’s attempts at unnatural 
participation in a becoming-animal 
were similarly blocked before they 
could precipitate a take-off of the 
plane of consistency . Like a 
butterfly. like a bee- “There is 
always the danger of finding yourself 
‘playing th _animal*”.- Playing 
ticity. “Ge ge Foreman: 


2 


1 a meuronal 
scheerings VaScular disruption, the 
neuropathology Of." dementia 
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pugilistica and death itself- Boxer 
Arthur Cravan might have survived a 
shuddering first-round Jack Johnson 
southpaw to the jaw. and might have 
fervently embraced Dada but the Tode 
still got him. breaking the placid 
surface of the Caribbean Sea to upend 
his lonely rowing boat- 
Perhaps the primary zone of 
destruction targetted by WBO offers a 
clue to its secret. The WBO is a 
front-organisation for Mind Inc- - a 
shady outfit run by René “Cherry 
Nose” Descartes operating out of 
Holland. The WBO butchers its 
subjects into Cartesian headcases for 
which the body is just so much 
remote-controlled meat to be 
“bruisedi battered and scarred”. Max 
Schmeling. Hitler’s “heads up” boxer 
was exemplary: he wanted to fight 
“like a chess player”, his body the 
WBO"*s pawn trying to check the 
plane to the BwWO. 
Round Fy¥so 
Bruce Lee was also 
a chess-player but he 
nearly avoided 
being checked. 


Wado-Ryu. Tae Kwon Do, 
Shaolin Ch*un Fa. 


even Filipino Eskrima and Southern 
Indian Silambam and Kalaripayit 
were no different from WBO boxing. 
All “solidify the fluid", all 
“arrest the flux” of the BWO, all 
promote “the blind devotion to the 


systematic uselessness of routines” 
that lead nowhere”. What was required 


was the “formlessness [to] assume all 
forms", 


rhizomatic openness which could turn 
the sedimentary closures of WBO 
against itself: “to be like water 
{te} penetrate and destroy rock”. 
Shimmering in shattered glass. 


smashing the mirrored cage- Free of 
traitorous isi of subjectification © 


and freetecof treacherous .d° “of 
signification: “No form. no.meaning™- 
No Asing-i1 no choking WBO»s only the 
cloaking imperceptibility of 
formlessness and meaninglessness that 
announces the BWO- Bruce Lee. like 
Deleuze’s dancer, “already a 
sleepwalker, who will be taken over 
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For him T*ang-te x 


Shuri-te., Kung Fu. Ju-Jitsu. Karate. 


“no style {tol fit with all 
styles". What was required was 4. 


“punches to the neck, 
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by the movement that seems to summon 
him” (Ce. bl)- 

But Bruce Lee awoke too soon and in 
resisting the somnambulant intensity 
of the BWO stumbled back into the WBO 
and all its dangers- Perhaps it was 
Hegel bellowing in his ear that woke 
him- After hammering out philosophy 
master papers on T7he Phenomenology of 
Spirit and The Science of Logic on 
his battered type-writer, Lee wiped 
the sleep of becomings-animal from 
his eyes- Exit the little dragon and 
enter instead Lee demanding’ his 
students be merely “like a leopard” 
that they simply “emulate the beauty 
of a crane or the ferocity of a 
tiger”. “There is always the danger 
of finding yourself t‘playing=§ an 
animel’™™. Fully alert now, instead of 
accelerating the practice of Mushin 
or “no mind" to escape velocity. he 
insisted that “the body always follow 
the mind". that Jeet Kune Do was “an 
excellent discipline for the mind”. 
The external, dermal discipline of 


boxing was effortlessly replaced by 


the internal- chi. control of JKD- 
“Disciplinary man produced energy in 
discrete amounts, while control man 
undulates, moving among a continuos 


/ wange of different orbits” (Ns; L&D) - 


The body is your lobster. 

The rows of mirrors are now shattered 
in order to avoid multiplicity. to 
leave | the mindful individual alone 
with Yip Man at the chessboard, alone 
with the push ups and the training, 
alone with a gallery of = sepia 
Oedipuses - the framed fathers. the 
Sifus., Senseis, Asan: the Masters - 


_. alone with his opponent in a game of 
_- death. The mortal kombat begins- In a 
desperate flurry of moves wrenched 
from the Jeet Kune Do grab bag. Lee 


attempts to force the WBO back and 
get on to the plane of the BWO. The 
special technique of shadow-boxings 
nerve-destruction grips. drawn from 

2 i je knees from 
un. an elbow to the 
hoo-pais rabbit 
tiger claws 
raking the face. tossing. bombs from 
tae kwon do to. the kidneys. An 
exhausted kiai and his energy is 


“spent. But JKD now has its own form, 


its own meaning, its own rigidity. 
The fist of rare os intercepted- The 
mirrors are now broken Pat-Kwa 
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cHyarms= “Broken and unable to. protect 
Lee from the forces of the WBO- A 
caste of blood from his. finger tips. 


che Big Boss WBO beckens -” Electric (« 
“‘physiognomic 


flashes® as ~ the~ 
forcefield fluctuates then focuses 
its <disruptive. energy- Lees. ‘like 
Shang-Chis “the master of kung-fu, 
tears back the tapestry of tao to 
reveal. death staring back in the 
mirror of morality and mortality. 
Round Three 

The year e002 and the battle*s still 
Wu. But now its amortal kombat. a 
mindless detrimentalism engineered in 
the arcade and the dancehall. 


Intensity achieved not by localising 


at the origin of an effort that 
paracterises the organism (WBO) but 
y ‘dissolving into the middle that is 
the wenn esa We Virtua fighter 
materialises on the plane of 
consistency. 


Who dares 
challenge. the 
mighty Goro? 
Goro, Prince 

of Pain and the 
final guardian 
. oon Sof 
the 


at the 
joysticks 
rattling the 
keys. adrenalised, 
libidinised, 
immediating- 


Sub-Zero’s 
ninja icefields 


with 
Wynd and 
Rayne- 


mineral 
with demon 
sorcerer 
Shang 
Tsung. 
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-Amortal 


SS WBO 
Tearing 


elemental with 


with Hydro's......, 
illogical waters:.. 
with Thunder 


“crackling” 
lightning: . 


- Becoming= 


grooieHEn iG 


ANGUS GARLYLE 


and kicking like ‘Kanos the Black 


« Dragons most = deadly assassin. 
becoWing-imperceptible with Reptile 
and ssbecoming-invulnerable with 


Scorpion- “Specialise in interstices” 
and enter the zone, the BUWO- 

It: is..not surprising that the plateau 
of continuous immanence that is drum 
& bass conjugates with amortal kombat 
in. its. dismantling of the organism’s 
strata. .Big. up your chest. wind up 
your waist- Limb by limb. the WBO is 
mashed™up+the-European. corpoReality 
principle disorganised and 
detrimentalised. .‘Here comes the nice 
and. @asy tiger style’. “Snake Style”, 
“The Crane”. Not Ali’s shuffle but 
the . hard-step: step» step, step, 
step, stepper. Keep moving: never 
stop moving, motionless voyage. 
designification, desubjectification, 
detrimentalism:. grooveriding- “Breath 
comes quickers head nodding with» the 
bassline» that -hasn*t arrived yet- An 
imperceptible movement. Neck driven, 
wind-assisted” (Ja 100). Body- 
popping. .break-dancing. beyond the 
Judgements of God and on to the BUwO. 
Choose the swofd “or choose the ball. 
kombat: diagonalise 
between the WBO"’s double strata 
bind of “a vertical anti-bady 
that. butchers the meat for the 
mind and a horizontal armouring 
that folds and forges the body 
in an origami of 


disintensification.- 


detrime ntatist 


greoNe rt 
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no sree tte DUKEM 
novs to suri a cycione 
becoming panther 


10 : insert head into virtual vice with the maximum parameters of head 
nod in periphery power save mode 

§ : check leeway with experimental rotations around the spine. dropping centre 
of gravity to a point projected backwards and down from the butt. bass is the 
place is the space. 

& : target shoulders- epi-centrelock in- heat seek- head still- head calm. 
? : prepare limbs for escape- locate nodes of insertion. remove sleeve and 
stick on breaks to runaway zones- smooth out bubbles- aligned. lock in- 

b = accelerate- downhill ride- watch the bumps- check 

one- balance- release. 


§ = gone- heads still- shoulders lead then trail in darkside guidance. 
vertical take off as sea roars- arms absorb c-e-r-a-t-e-d edges; holding 
the line between organic and sun ra soup- not makin’? it- break c-o-n-n-e-x. 
step up. no choice. flown- blown. head still body ramble hugging all 
available corners. left arm receiving hi hat. t-t-t-t-t-t-t- drums the 
ceiling- right arm on the cras-h..-- legs gone wading through 
self-repairing sugar glas-s-s-s-s-s- sh-sh-sh-sh-sh..... 
Slalo-m s/t/y/l/e: ritu:niatwiaty rtitd:e- drop down 
bringing shoulders- head still. -head surplust+- head up. 
drop down- butt out- gone- hip elastica- bouncin’™ the roller. 
drop- head empty- stoooopid drum'n’bass.- 
ewart : off. inf-f-f-f-f-f-fected. head-d-d on. head-d-d-d-d-d-d-dead-d-d-. 
limb lock-k-k in to barbed wire jungle vine auto-auto-auto-auto-auto-product- 
t-t-tion- swipe. t-t-t-t-t-t-t-t-t-t-t-t-t swarmed upper percussion s-s-s- 
S-s-s-w-I-p-e- c>l>a>w<- legs t-t-t-t-t-t-attooed with cubasic comp-p-p-p-p 
P-Pp-p-p-ponents for p-p-p-p-p-anther p-p-p-p-p-p-p-ounce p-p-p-p-power 
circuitry. step. st-ts-ts-ts—t-t—ts-ts-ts-ts—t-t—t-t---- 
Seas ts-------ts-ts-ts-t t Ct: & t t G © & Stet 
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